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PREFACE. 


The  varied  series  of  exercises  contained  within  this  work  are  designed  to  furnish,  along  modern  lines  and  in 
concise  form,  a comprehensive  and  thorough  basis  of  technical  study  for  piano  students. 

The  author  has  carefully  endeavored  to  avoid  the  use  of  any  superfluous  material,  and  to  so  arrange  the  va- 
rious sections  of  the  work  as  to  render  the  exercises  of  greatest  practical  value  for  pupils  from  the  junior  to  the  highest 
grades  of  piano  playing. 

Throughout  the  book  the  studies  generally  are  presented  in  a uniform  key,  with  the  object  of  encouraging  in- 
structors to  require  from  their  pupils  a methodical  course  of  transposition  into  remaining  keys,  thus. in  every  way  en- 
hancing the  technical  value  of  the  exercises  besides  developing  the  intellect  of  the  pupil. 

Scales  and  Arpeggios  are  treated  somewhat  in  detail  in  a special  section  of  the  work,  with  regard  more  particu- 
larly to  the  requirements  of  students  preparing  for  examinations  in  practical  music,  as  well  as  supplying  teachers  with  a 
conveniently  classified  book  of  reference  fully  covering  this  most  important)  part  of  technical  routine. 

To>roniq,  May  1900.  A.  S.  VOGT. 


Preface  to  Second  Edition. 


The  very  encouraging  reception  accorded  the  first  edition  of  this  book  may  be  regarded  as  an  indication  of  an 
existing  demand  for  a work  embodying  every  variety  of  technical  materidl  logically  and  systematically  classified . A 
■number  of  special  exercises  have  been  added  to  this  edition,  and  the  work  generally  has  been  carefully  revised . 

It  13  suggested,  for  advanced  pupils,  that  a judicious  selection  of  supplementary  technical  etudes  he  employed  as 
the  teacher  may  direct. 

Pischna’s  Technische  Studien,  {SMngrixUr  Edition)-,  Wiehmayer’s  ScKule  der  Finger-Technik,  {Edit.  Sch«berlb\ 
Theodor  Kullak’s  Seven  Octave  Studies,  Op.48.Vol.II,  as  revised  by  W.  H.  Sherwood  (flflfcAi/-v.v»:0(>)8nd selections  from 
dementi's  Oradus  ad  Parnassujn  are  specially  recommended. 

ToroniOf  April  1901,  . c.  VHP  T 


Preftice  to  Third  Edition. 


A number  of  special  excreisea  have  been  added  to  the  section  of  exercises  for  stationary  hand  and  for  moving  hand 
respedively,  and  a thorough  revision  has  been  made  of  the  scales  and  arpeggios,  renderingthe  last  named  section  of  added 
practical  value  to  candidates  for  examination  in  piano  playmg,in  connection  with  the  local  centre  and  higher  examinations 
of  the  existing  leading  musical  examining  bodies. 


Toronto,  July  1903. 


A.  s.  voaT. 
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MODERN  PIANOFORTE  TECHNIQUE. 

of  touel,.  A ">  “ ™rio'y  “f  doSS'-^es  of  tuM,  speed,  and  forms- 

various  soetions  of  tl.fe  „A  ^ ^‘a.e, enhance  the  value  of  the 

student.  tcohntcal  studies,  besides  assisting  materially  in  the  general  musical  development  of  the 

v.arieus  sections  of  the  book  irthTtlaoherml^d'irect!’’'''^**  '**"'*  of  ejterciees  from  the. 

9,  A.  S.  VOGT. 

EXEBCISES  FOR  CULTIVATING  INDEPENDENCE  OP  THE  FINGERS. 

A.  / V 


n 4 5^  \ c c 

1 — * 1 ■■ 

45 

i-3 — i 

B a 

n 

B *2  i 

5 4 

r® 

®=— 

5 4 '* 

I ■>*  ■’ 


♦)  The  nnempio.yed  fingers  should  rest  silently  on  the  surface  of  keys  represented  by  whole  notes.  When  it  is  desired  to  v- 
the  practice  by  hold  ing  down  the  whole  notes  they  .should  be  pressed  down  and  held  Jji.l  not  sounded. 


iry 


V/' 


Entered  aceordiag  to  Aot  of  the  Parliament  of  Canada  in  the  year  1900  by  WH  ALET,  llOYCE  * C?  at  the  Department  of  Aericultnre 
U,  S.  Copyright  1900  by  Whaley,  Royce  ^G9  g • 
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EXEBCISES  WITH  STATIONARY  HAND. 

The  importance  of  systematic  practice  of  five  finger  exercises  aa  a mediura  for  developing  flexibility  and  endurance  in 
execution  cannot  be  overestimated. 

In  the  following  studies  the  most  careful  attention  should  be  paid  to  details  of  accentuation  as  is  naturally  suggested  in 
the  various  examples.  Properly  qualified  teachers  will  not  neglect  to  directtheir  pupils  to  employ  the  various  kinds  of  touchy 
(tognto,  staccato,  portamento  etc.)  and  progressh-ely  and  sysleinaticailv  to  vary  the  degrees  of  tone  and  speed  throughout  in 
repetitions  of  the  exercises, whioh  should  be  played  in  all  major  keys  with  the  same  fingering. 


Exercises  f«r  Two  Fingers. 


NOTE:—  Because  of  the  natural  weakness  of  the  fourth  and  fifth  fingers  special  attention  should  be  given  to  their  develop, 
ment  in  the  employment  of  the  exercises  in  this  and  other  sections  of  the  work.  « 


U.  S.  Copyright  1900  hy  WnAbEY,  ROYCE  &0e 


WE.  i?-C9  -??! 
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Exercises  for  Three  Ung-ers. 


w.  K.  * C9«l 


11 


W.  R.&C97W 


13 


W:  E.  *09  771 
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The  above  examples  in  notes  should  be  utilized  iisexercisea  in  velocity  and  repestedat  the  highest  possible  rate  of  speed 

^consistent  with  evenness  of  touch)  up  to,  but  not  beyond,  the  first  Indications  of  fatigue  ia  the  hand. 

W.  R.*C?m 
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The  employment  of  staccato  in  one  hand  with  legato  at  the  same  time  in  the 
practice  specially  calculated  to  cultivate  mdependeace  of  actica  between  the  two  hands  Othe^varietire  “ 

employed  in  like  manner  in  this  and  other  seotioas  of  the  work  ’ may  also  be 


W.  R.  &C9  771 
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Supplementary  exercises  specially  J^.^sijjned  to  develop  strength  am!  flexibility  In  the  weaker  fingers.  These  examples  should 
also  each  be  transposed  into  several  other  keys, 

1 


5 


19 


W.R.*C?771 
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EXERCISES  IN  PAIRED  NOTES. 


The  tendency  which  so  frequently  manifests  itself  to  play  thirds  and  other  paired  notes  one  after  the  other  must  be  care- 
fully guarded  against . Properly  directed  and  persevering  study  in  this  important  section  will  have  a most  beneficial 


U.  S.  Copyright  1900  by  Whaley, Royce  s&C® 


W.R.«C‘>7'?1 
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EXERCISES  WITH  MOVING  HAND. 


The  range  of  these  studies  should  be  extended  fhrniigli  several  octaves  of  the  key-board  with  the  same  fingering  in  all 
major  keys. 


II.  S.  Copj-right  1900  by  WHALEY,  ROYCE  * 09 


W.  R.  & C'.'  7?1 


W.  E.  & C9  m 


ae 


W.R.a  C?771 
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EXERCISES  IN  GROUPED  NOTES  WITH  MOVING  HANDS. 


W.  R.*C?  ??} 
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EXERCISES  PREPARATORY  TO  SCALE  PLAYING. 

When  the  student  has  acquired  a reesonahiw  degree  of  independence  in  fingering  and  ©veanees  oftouch,  the  exercises  in 
this  section  may  be  taken  up.  The  acquirement  of  thorough  freedom  in  the  action  of  the  thumb  is  iiidispensible  to  smooth  and 
facile  execution  in  the  playing  of  scaJes.  Careful  attention  to  detailed  practice  in  the  passing  of  the  thumb  is  therefore 
earnestly  recommended. 


I i 


U.  S.  Copyright  1900  by  WHALEY,  ROYGE  & C?  W.  R.  * C?  771 


^4 


NOTE:  _ The  above  examples  should  be  played  in  every  Jnajor  key  with  the  same  fingering. 
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™ broken  AND  SOLID  CHORDS 
TUTH  STUDIES  IN  ARPEGGIO  PLAYING. 

The  ex„,p,es  e„  this  p.ge  practised  in  ai.  ™jor  and  „in„r  keys  with  .he  sale  fingering. 


I'.  S.  Copj-ngh!  i0OO  br  WUALRY,  ROYCE  A Cl' 


WR.,£.C?7?| 


Tlie  following  unbracketed  examples  are  designed  more  specially  for  practicewith  separate  hands. 


% 1 

1 2 
2 

4 

12 

1 

4 
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/«  f 4 

2 
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Irffhafttf. 


R.H. 


W.  Tl. 
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The  following  eight  models  should  be  practiced  in  all  major  and  minor  keys  with  appropriate  fingering. 


W.  B.  *09771 


39 


’*’)With  the  89319  fingering  ia  ail  keys.  In  the  regniar  rontin®,  however,  when  a position  of  the  Arpeggios  begins  os  a black 
key,  place  the  second  finger  upon  the  same  when  undertaking  an  upward  progressioninthe  right  hand  or  a downward  with 
the  left.  In  each  case  the  first-finger  should  take  the  first  white  key  in  the  Arpeggios  and  the  other  fingers  should  be  placed 
in  their  consequent  natural  order  upon  succeeding  keys. 


The  following  eight  roodels  should  be  practiced  in  all  keys  with  appropriate  fingering  as  indicated  in  foregoing  remarks. 


40 


These  models  should  be  praetieed  in  all  the  ehofde  of  the  Diminished  Seyenthwith  appropriate  fingering. 


41 


Th«  following  four  exercises  should  be  practiced  through  all  chords  of  the  Diminished  Seventh  with  appropriate  fiiT^ring. 


WR.&C977S 
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EXERCISES  IN  ALTERNATING  FINGERS  ON  THE  SAME  KEY. 


i 2 i S 3 8 1 8 2 1 4 8 3 1 4 8 * 8 2 1 S 


1 2 1 2 

3 2 1 3 2 1 

4 S 2 1 4 

:^FLr-"r^=: 

pWliplllll 

^ 1 — 1 1 p=  — — f-H — HH—  ■ 

If  J 
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1212  1121821  43214  543215 
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sihje  viriptmn  ' Kh  given  in  preceding  examples  additional  value  wiU  be  lent  the  exercises  by  introducing  every  pos- 

ried  bv  usino'  tb  ” ^ instance  the  example  included  in  the  second  brace  on  the  preceding  page  may  be  va- 

I led  by  usn^g  the  second  a.id  th^d  fingers  „ also  the  third  and  fourth  and  finally  the  fourth  and  fifth  throughout  ’ 


W R.  & C?  77! 
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In  this  section,  as  in  others,  it  is  recommended  to  transpose  all  diatonic  examples  into  every  major  key  the  same 
fingering. 


i s i a 

i 4 1 4 

5 5 15 


The  above  examples  to  be  practised  in  all  keys  with  the  samefingsriEg. 
U.  y.  Cf.pj-right  moo  hy  ^VHALK Y,  HCYCE  * C?  R.  * C?  771 
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EXTENSION  EXERCISES. 


D.-S.Cfipyright  1900  hy  WHALEY,  ROYCE  4C9 


W.  R.  & 0?  771 


EXERCISES  IN  SKIPS. 

In  .k.pping  one  note  to  another  rare  ehouW  l,e  taken  to  attack  from  directly  abottt  the  key,  and  not  from  the  aide. 


48 


EXERCISES  IN  CHANGING  HANDS. 

iithe  left  hand. 


Notes  with  iipstera^  to  be  played  with  the  ri^ht.down  stem  notes  with  the  left  hand. 

31 

3 


A MU 

0.  ^ 

/ r 1 

efc.  s 

^3 

s®  ?7|‘ 

+)TobBphyedinallkeyawithfhe.amefi„geri„i£.-  4+)TK.sediatoni<-and»hromnfescaIeMam„vL,.h.  . a a,.  . 

out  the  compass  of  the  keyboard.  ^ ^'^7  he  exteadedthrough- 


U.  S.  Copyright  1900  by  WHALEY,  HOYCE  *C'.’ 
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FOUNBATION  EXERCISES  IN  OCTAVE  PLAYING. 


For  th&a©qiiirementc^ facility  m octave  playing 
is  absoliafely  indlspensible.  Ailtsadency  to  stiffne 


a systematic  cultivation  of  liglitReGs  and  endurance  in  the  action  of  the 
Bs  of  the  arm  and  wrist  should  be  overcome  and  carefully  avoided. 


wrist 


r.  S.  (Ji.pj-Hght  190©  hj-WHALWY,  HOYOE  & C'.' 
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N0Ti5:_„  The  exaiuplee  hero  given  should  first  be  played, as  writteji,in  quarter  notes,  staoeato,  followed  by  repetitions  of  each 


W.  R; 


Othe.  p„s.t,„„s  Of  the  Chard,  .hould  be  praetfeedin  the  s..„e  manner  m all  ke.ye.  I.  will  also  be  foued  ueefal  ta 

.ccentthe  last  Bote  of  each  figure  as  in  the  diatonic  examples  given  above,  the  unaccented  notes  to  be  played  very  li-htlv  and 
rapidfy.  ,t  IS  ateo  recommended  to  vary  the  exercises  by  altering  the  order  of  the  accent  giving  snccial  e.'oj, basis  the  first 
no  e of  each  "gure  and  playmg  the  remaining  notes  with  ail  possible  speed  and  lightness  of  touch  both  in  the  scale  aod  broken 
chord  examples.  All  broken  chords  and  arpeggios  should  be  practiced  in  contrary  as  well  as  similar  motion. 


54 


The  Scalfes  here  given  will  serve  to  siuggest  convenient  fingering  for  all  other  Scales,  major  and  minor.  Legato  octaves  may 
also  be  praetieed,  both  in  diatonic  and  chromatic  passages, with  the  first  and  fifth  (|)  fingers  only, by  adroitly  shifting  the  hand 
from  one  octave  to  the  other  without  change  of  fingers.  It  is  also  recommended  to  practice  regularly  the  armtcuches  mail  m^’or, 
minor  and  chromatic  scales  and  broken  chords. 


■VV.R.*09'77! 
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Modern  Pianoforte  Technique. 

“ A.  S.  VOGT. 


SCALES  AND  ARPEGGIOS. 

^ For  a.  thorough  nnderEti»nding  of  tha  Seales  and  Arpeggios  the  pupil  should  be  taught  their  theory  as -a-ell  as  their  prac- 
tical execution.  Teachers  should  always  insist  upon  the  memorisation  of  all  Seales  and  Arpeggios. 

As  facility  is  acquired  the  scale  should  be  praetioed  in  eTsry  variety  of  speed,  tone,  touch  and  accentuation.  For  boginnere 
the  following  form  of  the  scale  will  be  found  beneficial  practice:.. 


Follow'ing  the  study  of  the  ordinary  unrhythinized  forms  of  the  scales,  a systematic  course  of  practice  in  accentuation  in 
various  rhythms  should  be  taken  up.  In  accenting  the  first  of  each  groiip  of  three  notes,  the  compass  of  the  movement  may 
be  limited  to  three  octaves.  In  groups  of  four  notes  the  compass  should  be  extended  to  four  octaves.  Groups  of  six,  ei<^ht 
and  nine  notes  respectively  should  also  be  practiced  in  all  keys.  Groups  of  six  notes  may  extend  through  three  octaves 
played  twice  through,  and  groups  of  eight  notes  through  four  octaves  also  repeated  once.  In  groups  of  nine  notes  theacale 
should  be  played  through  three  octaves  three  times,  ascending  and  descending. 

The  following  examples  will  serve  as  models  of  scales  accented  in  groups,  of  three  and  four  respectively. 


56 


In  order  to  economize  space  the  Scales  in  contrary  motion  are  omitted  from  this  work.  They  should  howeverbe  praoljoed 
in  various  forms,  the  fingering  to  agree  with  that  indicated  in  the  scales  as  given  in  corresponding  forms  in  similar  motion. 
The  following  examples  will  serve  as  models  inC-Msjor;- 


Beginning  with  the  Sixth. 


I in  contrarymotion.  The  following  form  of  fingering 

f n dfiubla  Thirds,  contrary  motion,  may  be  applied  to  all  keys.  ^ 


f 


f 


I 


1 i 


■W.R.&C9 


Thefollmving.wo  modrt,  should  ataobe  practiced, with  appropriate  fingering,  m allkeye,. 
AscF.nddng  in  Tenths  and  descending  in  Sixths. 


67 


Ascending  in  Sixths  and  descending  in  Tenths. 


Besides  pr^f  icing  the  scales  with  different  effects  in  gradations  of  tone  (light  andshadelandwith  crescendo  in  ascending  and 
^ eoreseen^do  m descending,  it  is  strongly  recommended  to  practice  with  different  qiiaiitiesof  toiichmthetwohaads,  i,  e.  staccato 

'1  0*'''  '-arieties  of  touch  may  also  be  used  in  like  manner..  All  scales 

should  Imewise  be  practised  in  staccato  and  legato  oolSTes  and  with  the  various  arm  strokes,  etc. 

A thorough  daily  practice  of  the  following  example,  transposed  into  ail  keys,  is  recommended  for  pupils  of  the  middle  and 
higher  grades  with  regular  scale  practice:— 


£ 3 4 4 


-Las  4 1 
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MAJOR  SCALES. 

Scale  of  0- Major. 


The  methods  adoptedthroughoutthis  work  for  the  fingering  of  scales  in  Tenths  and  Sixths  will  be  fonndths  moat  convenient 
forms  for  the  purposes  of  memorization  by  candidates  preparing  for  examinations  in  practical  music.  If  desired,  the  first  two 
degrees  of  the  scale  in  Tenths  (0  and  D)  may  be  played  in  the  right  hand  before  the  left  hand  begins.  The  same  may  also  be  done 


■b)  The  fingering  of  scales  in  Tenths  is  identicalwith  that  of  Thirds,theupper  part  being  taken  an  octave  higher  than  in  Thirds. 


In  Sixths. 


In  double  Thirdst' 


+)  Double  Thirds  and  double  Sixths  should  ty 

also  be  practiced  in  broken  form,  thus:  „ 


In  double  Sixths?* 


U.S.CopyrluMlSOO  by  WHALEY,  BOYCE  *00 
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Arpeggios  of  the  ComnioB  Chord  in  C -Major. 


Arpeggios  of  the  DoaiEiint  Seventh  Chord  in  C-Major. 


Wlien  the  hands- are  practieeii  together  the  left  hand  maybe  taken  either  one  or  two  octaves  lower  than  the  right, 
*)  See  note  on  page  68  referring  to  alternative  fingerings  for  awkward  intervals  in  arpeggios. 


Seale  of  G-Major. 


Iri  Thirds. 


la  Sixths. 


W.  E.  * C»  77! 
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(?) 


Arpeggios  of  the  Common  Chord  In  0-Mj)jor, 

BE.  "'St  Position.  Second  Position.  Third  Position.  5 


L.n. 


W.  R.  &C9  771 


Similar  motion. 

(In  Octaves.) 


lii  Thirds. 


In  Sixths. 


In  douWe  Thirds. 


Ill  diiiihin  Sixths. 


62 


Arpeggios  of  the  Common  Chord  in  D-Major. 


Arpeggios  of  the  Dominant  Seventh  Chord  in  D-MaJor. 


w.B.&o?  m 


Arpeggios  of  the  Common  Chord  in  A-Major. 

First  Position.  Second  Position.  Third  Position. 


■VKR.&C9W! 


64 


Scale  of  E-Miijor. 


SimUjir  motion. 

(In  Octaves.) 


In  Thirds. 


Ill  Si.vl.hs. 


In  double  Thirds. 


(I) 


In  double  Sixths. 


5 t lllJ  4 5 t Ijili  ‘J  5 


‘It?.  ‘sSl  •?  § 4 


. 1 i i * ” ‘ ’ 1 1 1 4 5 4 3 4 s I 


e i ° S 4 5 a 

54  <»4gl2-» 


W R.^C?  ??l 
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Arpeggios  of  the  Common  Chord  in  E-Major, 
'••ion.  Second  Position.^  Third  Position. 


Arpeggio.s  of  the  Dominant  Seventh  Chord  in  E-Major. 


Ill  Thirds. 


In  Sixths. 


WP..*0“77! 
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In  double  Thirds. 


Arpeggios  of  the  Dominant  Seventh  Chord  in  B-Mujor. 


Similsir  motion. 

(lii  Octaves.) 


Ii!  Thirds. 


In  Ri.xths. 


In  double  Thirds. 


In  double  Sixths. 
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Arpeggios  of  the  Common  Chord  in  Pjf-Miijor. 

First  Position.  Second  Position.  Third  Position. 


Arpeggios  of  the  Dominant  Seventh  Chord  in  Fjt-Major. 


♦)  The  awkward  nature  of  the  interval  from  CiJ  to  Ei^  in  the  regular  fingering  suggests  the  alternative  order  of  the  fingers  as 
here  given.  Similarehanges  may  be  made  in  other  arpeggios  where  the  regular  fingering  is  inconvenient.  In  all  eases  how- 
ever  the  regular  fingering  should  be  practiced  thoroughly,  as  the  order  given  in  the  above,  as  in  other  alternative  fingerings 
IS  practically  included  in  the  regular  routine  of  one  of  the  remaining  positions  of  the  arpeggios . 


Seale  of  Dit-Major. 


69 


In  double  Sixths 


Arpeggios  of  the  Common  Chord  In  Db-Miijor. 


EJL 

LM, 

First  Position.  4 

. a . lY 

Second  Position. 

, i jm  Third  Position. 

\Jf^  t ff'ff'F  - ’ * ' ‘ ^ 

4 * * * 

Arpeggios  of  the  Dominant  Seventh  Chord  in  Db-Major. 

E.B. 

First  Position. 

^ p p 

Second  Position. 

j ^ * -f  7^  r 1 

LH. 

2 

^ • J, J.  • "'»  iijjgj  1 - 0 jj 

t T ‘ 

LH. 

Third  Position.  . 

Fourth  Position. 

W.  R.  * O?  771 
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n.n. 


Arpeggios  of  the  Common  Chord  in  Al>-Major. 

First  Position.  Second  Position.  Third  Position  .9 

, s , 


Arpeggios  of  the  Dominant  Seventh  Chord  iii  At-Major. 

n.ff.  First  Position.  , _ Second  Position. 


Third  Pt)55ition, 


Fourth  Position. 


In  Sixths. 


771 
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Arpeggios  of  the  Common  Chord  in  EkMiijor. 


P 1, 

n 4_  ..  '*  A _ 2 i 

sit.  ^ 

a T ^ i 1 • “ UJ**  - 

Z.^  ^ " 

Arpeggios  of  the  Doi 

R.ff.  First  Position. 

it*  t*i  * 

ninant  Seventh  Chord  in  E 

Seeond  Position. 

^ i , — »»B  1 

!»-M!ijor. 

L.ff.  ^ * 

/?  ff  Third  Position. 

I - 4 

Fourth.  Position. 

•^- — « 1 ^ 1 

cT  5 * 

r 1*  g ^ 

W.  R.&C9 '??! 


Similar  motion. 

(Ie  Octavss.) 


In  Thirds. 


In  Sixths. 


In  double  Thirds. 


In  double  Sixths. 
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Arpeggios  oftheDoiiiinaiit  Seventh  Chord  in  B^-Major. 


W.  R.  * 0®  771 
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lii  doiiMe  Thirds 


Arpeggios  of  the  CommoiiChord  in  P-Msyor. 


Arpeggios  of  the  Dominant  Seventh  Chore!  in  F-M.-iJor. 


WB.eio?  m 
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MINOR  SCALES. 

Scale  of  A-Minor.  (Melodic.) 


Similar  motion. 

(In  Octaves.) 


In  Thirds. 


In  Sixths. 


In  double  Thirds. 


In  double  Sixths. 


F,v.,P„„r„  of  the  Common  Chord  in  A-Minor. 

S.ff.  ‘ , Second  Position  Third  Position.  - 

4 A 4 I 4 . . 4 . „ 4 A 4 


B.S.Ciipj-rlghl  1900  hj- WHALEY,  ROTCE  & C" 


W.  R.  .aC^YYl 


Similar  motion. 

(In  Oefavea.) 


MINOR  SCALES. 

Soale  of  A-Miaor.  (HarmoRic.) 

k 
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I-n  Thirds. 


In  Sixths. 


In  double  Thirds 


In  doable  Sixths. 


Arpeggios  of  the  Diminished  Seventh  Chord  in  A-Minor. 

First  Position.  Seccad  Position. 


1 o 1 

4 i 4 


A^ThirdPoaiUon. 

_y_j 

L.E.  ' 


Fourth  Position. 


^^3  14  a-j-sP  1 * t 

3 

" f ‘ 

i 4 1.-  3 4 < , 

kU  2 9 4 S 

nff  i c ^ ^ 

- 

^ if 

i " J J®®,  4 

‘g&U  t 5 4 , 

•J  , ■ 

g t u J 

_ j,  f 1 1^ 

^ 2 t 5 4 

* lit 

Tl^i  rFF 

* 4 5 4 f ^feLj  r 

^ 1 4 i 1*0  1 

W.R.&C? 
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Seale  of  B-Mliior.  (Melodic.) 


Similar  motion. 

(In  Octaves.) 


Arpeggios  of  the  Common  Chord  in  E -Minor 


W.  B.  «■  C?  771 


Senile  of  E“Mlnor«  (Harmonic.) 


79 


Similar  motion. 

(Ill  Octaves.) 


In  Thirds. 


In  Sixths. 


In  doable  Sixths. 


W B.  * C?  77* 
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Scale  of  B- Minor.  (Melodic.) 


In  Thirds. 


Arpeggio.s  of  the  Common  Chord  in  B-Minor. 


Seale  of  B-Minoi*.  (Harmonic.) 
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Arpeggios  of  tiio  Diminished  Seveath  Chord  in  B-Minor. 


Third  Positinn . 


Fourth  Position. 


sz 


Similar  motion. 

(In  Octaves.) 


In  Thirds. 


Scale  of  Ptt-Minor.  (Melodic.) 


'*  3 ^ 

. 

IJtrJr'  ' , ij  Tl 

-9  ^ S rjJryj— 

1 

j 111  ^ 

il  i j 

2 1 

4 3 * '* 

1 1 

In  Sixths. 


In  double  Third.s 


(f) 


(4)(l) 


t .J  3 


i 3 ' 1 


III  double  Sixths 


45  1 lui 


435  i 2 


4 5 ° 1 12  1 

4 3 5'' 


I fri 


5 4 2 453 


4 ? 5 

® 5 4 


Arpeggios  of  the  Common  Chord  in  P^-Minor. 
n.If.  *'■«*  Portion  . Second  Poaitii.ji,  Third  Position 

I 11  4 

taff  z -1— o 4 _ 4 . 


l.ff. 


4 ,4 


2 1 


"W,  R.&C977I 


Seale  of  F^-Minor.  (Harmonic.) 


•Simiijir  motion. 

(Iji.Octaves.) 


In  Thirds. 


In  Sixths. 


Ill  double  Thirds 


In  double  Sixths, 


Arpeggios  of  the  Diminished  Seventh  Chord  in  Pi-Minor 

n.f  , First  PositiM.  ^ Second  Position. 


Third  Position, 


Fourth  Position. 


W R. 
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Similar  motion. 

(Ill  Octaves.) 


Scale  of  Cjt-Minor.  (Melodic.) 


In  Thirds. 


In  Sixths. 


In  double  Thirds. 


In  double  Sixths. 


I 1 4 f 5 , f 5 


L?  I t 


Arpeggios  of  the  Common  Chord  in  C|-Minor. 

FiretPosilion.  Second  Position. 


Third  Position. 


■W  R.  * C977I 


Seale  of  Cjt-Miaor,  (Harmonic.) 


8S 


Similar  motion. 

fiji  OcSares.) 


In  Thirds. 


In  Sixths. 


Arpeggios  of  the  Dimini.she(l  Seventh  Chord  in  Cjf-Minor. 


L.n. 


W B.  * 0?  771 
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Scale  of  Gjt'Minor.  (Melodic.) 


Similar  motion. 

iln  Oi^taves.) 


Ill  Thii'd.s. 


Ill  Sixths. 


In  double  Thirds. 


In  double  Sixths. 


B.n. 


Arpeggios  of  the  Common  Chord  In  G^-Minor. 
First  Position.  Second  Position. 


Third  Position. 
4 J „ 4 , 


WTR.*  C?-??! 


Scale  of  G#-Minor.  (Harmonic.) 
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Similar  motioa. 

(In  Oota¥es.) 


In  Thirds. 


In  double  Sixths. 


"Hi 


Arpeggios  of  the  Common  Chord  in  D#- Minor. 

First  Position.  Second  Position.  . Third  Positioii^  < 


+)  The  Seole  of  e!>  Minor  is  omitted,  being  but  an  enharmonic  change  from  D#. 

W R.  * 09  771 


Scale  of  D^-Miaor.  (Harmonic.) 


89 


Similar  motion. 

(In  Oetavtjsj 


WiR.  *C9  77J 
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Scale  of  Bb-Mittor.  (Melodie.). 


Similar  motion. 

(In  Octaves.) 


In  Thirds. 


In  Sixths. 


In  double  Thirds. 


In  double  Sixths. 


1 P lHI-. 

1 

1 -^.  ^ 1 L 

t t*  ^ 3 

t-  3 Jjjj* 

I 

■a  1 ' • 

1 I3  .1 

_..4 

3 ^ 

rf^f.  ‘ 1'  i 

Zl 

• ^ 

J 1 H*  ' _ 1 

1 — , 1 

3 

l‘  [• M 

3 ^ 

A 43 

0 ' L ^ ^ 

4 ^ ^ “I4 

3 ? „ 3 

3 4 

! «.  2 5 

tify  b#y| 

1 4 1 

i 

1 «J  4 i»  j 

*45  4 

, 5 ? 1 3 

1 J_U 

4 "^5  3 * ^ 

4 5 t 5 . . 

1.1 

bg*  . 

3 r^T* 

•■>  Uit  s ^ 3 s 

1 1 2 1 I 5 

a n"*’ 

J 'L i^n  r fa 

2 l^r^3  5 4 5 • 
54® 

f i , 3 5 4 

1 4 3 4 

' ' 2*^  LLi  ■^'F 

* 5 1 1 2 r 

'*45!  2^**3  1 

Arpeggios  of  the  Common  Chord  in  Bb-Minor. 

First  Positron.  Second  Position.  Third  Position.  5 


W R.  «■  09  77I 


Seiile  of  lll?-Mliior.  (Harmonic.) 
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Similar  motion. 

(In  Ocfcavea.) 


Arpeggios  of  the  Diminished  Seventh  Chord  in  BkJiiiior. 


In  Thirds. 


lb  Ha 

m ^ 

4 

■ r'*®” 

In  .Sixths. 


In  double  Thirds. 


In  double  Sixths. 


Arpeggios  of  the  Common  Chord  in  P -Minor 

n.n  First  Position.  Second  Position 

. 2 J .. 


Third  Position.  5 


W.R.  &C9  7?1 


ScsiIb  of  F-Miisor.  (Harmonic.) 
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Similar  motion. 

(In  Oc(.T.vns.) 


In  Thirds 


Arpeggios  of  the  Diminished  Seventh  Chord  fh  P-Minor. 
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Scale  of  G-Minor.  (Melodic.) 


In  Sixths. 


In  double  Third.s 


In  double  Sixths. 


Arpeggios  of  the  Common  Chord  in  G-Miaor., 

First  Position.  Second  Position. 

” •*  _ .0 


Third  Position,  e 


W.  R.  s-  C9  771 


Sca.l0  of  O-Minor.  (Harmonic.) 


97 


Similar  motion. 

(In  Octaves.) 


In  Thirds. 


Ill  Sixths. 


In  tiouhle  Thirds. 


In  double  Sixth.s. 


W.  R.  a r?  771 
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Scale  of  D-Minor.  (Melodic.) 


Similar  motion. 

(In  Octaves.) 


Scale  of  D-Miaor.  (Hannonic.) 


Ill  Sixths. 


Arpeggios  of  tlie  Diminished  SevwiHi  Chord  in  D-Minor. 
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CHROMATIC  SCALES. 

Chromatic  Scale  in  Octaves. 


13  13  12  3 1 3 1 3 

Jr  —— wMs  gBSgaa  *r  n 

r^. . 3 ^ |»itp 

(!)'■*"'  ■'  3 13  13  2 

1 3 1 af  J f|}^  -j-^  3 1 3 e -■ 

(;)  (1)  (3i 

* ibi  M 


3 1 3 


Chromatic  Scale  in  Thirds. 


s J 


Chromatic  Seale  In  Sixths. 


IIH. 


LH. 


Still  another  order  of  fingering  for  the  Chromatis  scale  and  one  which  is  now  employed  by  some  of  the  -n-eai-. 
est  of  living  pianists  is  here  given. 
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VOL.  L 


coNTEirti0':?v 


Austrian  Tolk'sonj;:,  op.  09,  No.  X 


.T.  A,  TACHER 


Barcnroilp/op.  272,  No.  2 , VJ,  B.  l^CVEftNOT 

Bon  Tour  ^Good-Homing).  . F.  HrrZ 

■Boano  Hqmfenr  (Gc>od  Humour),  Rondo  Fit,  BATJAtFELDEIl 
Bocae  Nuit  {Good  Night).  Caprice  d«  (ionre  F.  HTTE 

C^zonetta  V.  HOLLAENDER 

Lft  Cigalo  (Tbo  Gras.'rtjf/pper).  Yal8ie.BAiiet  G.  BACHMANN 

.Ia  CiU4]aaataino.  Air  dana  ie  «t;Ia  ancied  GABBIHL-HARIK 
-Dancing  Spjrics.  Saldnpioee  C.  BOHM'  r 

Feu  FoUel  (WilX  o' tho  Wisp).  Oapriccietfco  A JUKGMALlTjr 

Tbe  FoobtiLui.  Capriccietw  C.  BOHM 

TlioGipuies.  Airde  BaHet  , 0,  BACHMAN N . 

Tin*  Gip»y.  Hungaiiaa  Dance  0.  BOHH 

Hedge  R<w«b  (HeckenrdBein).  op.  349,  Ho.  1 FRITZ  SPINDLER 
HeiTO«-eh,  op,  117  , • A JUNGHANN 

If  Xliuu  Thy  Heart  Wilt  Oi>«  Me.  Melody 

op,  356  0.  BOHM 

In  the  Forge  (Tn  der  Scbniiodo)  A JUNGMANK 

M<51*xHo,  op.  10  J.  MASSKNiJr 

Mignonette  (Darling)'  FB,  BEHR  . ..  .. 

Die  MiiWe  ('rUe  Mill)  A.  JENSEN  ' \ 

Fusionile,  in  0 major  F.  BITZ 


Li:0  DELIBES 
LOUlvS  GBEGH 


Fifczicftti  (fn»n  ^‘Syiviu'*) 

Botnm  of  the  Bisapdr&.  Burn!  Scene 


Bomanea,  op.  2,  No.  9c  . J.  RAFF 

Serenade  (Stiindchen)  ' BCHrtlJBERT'HEUiER 

Two  Sonatinas  : No,  1,  In  Q ' jL  vxjr  BEGTHOW^ISI;. 

No.'  3,  In  F “ • “ , 

Waaderer'e  S<iog  (Wiridorlied),  op.  lA  No-  2 GUSTAV  MJBIUUSL 

PRICE,  SI. 00  NET 


WHALEY,  BOYCE  A GO.,  um.teo 


366  MAIN  STREET 
WINNIPEG.  MAN. 


IStt  VONGC  STREET 
TORONTO,  ONT. 


